A b s t r a c t. Fr. Eustachius Wagner's musical activities with his work as a composer is closely related to the musical and liturgical centre of the Cistercian abbey in Krzeszów. Accordingly, the music is inspired by the native trends. Furthermore, in terms of the music style, it refers to the period of the so-called Early Classicism, also called the pre-Classicism period. Fr. Eustachius Wagner lived between 1714-1782. He was born in Nowy Waliszów near Bystrzyca Kłodzka. He joined the Cistercian order in the monastery of Krzeszów, where he spent most of his life. He became famous as an excellent organist, cantor, conductor and composer. He used to collaborate with many other music centres in Silesia and in Europe. He composed polyphonically-for the purpose of the music band in Krzeszów-Marian antiphons, the Litany of Saint Joseph, Requiem Mass, and the offertory for the feast of Our Lady. Lytaniae ex D de Santco Jospeho was written between 1730 and 1782. It was earmarked for the band of Krzeszów on a four-voice choir, two violins, two trumpets and the organ. The litany consists of five parts, which differ among one another, primarily in terms of tone, tempo and arrangements. In order to highlight certain elements of the text, the composer applied various composition techniques, among which rhetorical figures deserve special recognition.
with the time of Abbot Bernard Rosa's rule, who was indeed a patron of culture, art and music. 9 In the Latin school that he founded (Ger. Grüssauer Lateinschule), among other things, both the Gregorian chant and the polyphonic music were taught. 10 Hence, musicians were trained to work in the monastery music band as cantors, sukcentors (helpers at singing), organists, regentes chori, and instrumentalists. 11 Undoubtedly, Fr. Eustachius Wagner with his musical and liturgical activities became part of the musical culture of the Abbey of Krzeszów. This Cistercian personality has not been known until now, and the information about his life and work has been fragmentary so far. Therefore, the aim of this article is to present a compact biography of Fr. Wagner as well as his musical compositions. Additionally, a musical analysis of his selected work will help us understand the whole his musical work of art, particularly in terms of style. This musical analysis is due to be carried out, according to the following scheme, the external criticism of the source, the issues related to the text of the litany, the formal structure of the litany, the overall analysis of some selected passages from various parts of the work, and in the end, the description of the relations existing at the verbal and musical level. The study will be supported with some tangible musical examples. 9 The abbot, Bernard Rosa, was probably the founder of the church organ in St. Joseph church in Krzeszów, which can be proven by the abbot's crest, located in the centre of the organ (Dorota KUDERA and Mariola MALEREK Krzeszów (Piechowice, 1997), 36) . In cooperation with Angelus Silesius he developed a songbook and a few books to the mass. He also wrote several religious songs. He sent fathers, entrusted to his monastic authority, to study in various university centres of Europe (Remigiusz POĝPIECH, Muzyka wielogłosowa w celebracji eucharystycznej na ĝląsku w XVII i XVIII wieku [Polyphonic Music in Celebration of the Eucharist in Silesia in the Seventeenth and Eighteenth Centuries], (Opole, 2004) , 249). Eminent monks were sent to specialized studies, among others, to Kraków, Wrocław, or to Frankfurt an der Oder. In this regard, the Krzeszów abbey led the way amongst the Cistercian monasteries in Silesia. After gaining education, the educated monks took honourable positions in the monastery (Franciszek WOLNIK, "Cystersi w Europie" [Cistercians in Europe] , in Johannes Nucius, 67). In addition, Bernard Rosa became famous as the creator of the Latin school in Krzeszów in 1669 (DOLA, "Krzeszów cysterski," 55). 10 The first teachers were Cistercians, natives of Austria, Bohemia and Silesia, and from the local monastery. WALTER, Musikgeschichte, [40] [41] A particularly dynamic period for the Krzeszów musical band was the seventeenth and eighteenth century. As a vocal-instrumental band, they added splendour to solemn and festive celebrations and Sunday masses (KUTROWSKI, "Lytaniae ex D de Sancto Josepho, " 32) . In terms of the repertoire, the band presented a new style of concerting, prevalent in contemporary European music (POĝPIECH, "Wkład cystersów w rozwój kultury, (195) (196) Additionally, Fr. Eustachius Wagner was a co-organizer of the musical life of the band in Krzeszów, mainly owing to his numerous contacts with other foreign music centres. In particular, he collaborated with the musicians working at the Catholic Church Hofkirche in Dresden. From there he used to import to Krzeszów works of Johann Adolf Hasse (1699-1783), Johann Gotlieb Naumann (1741-1801) and Joseph Schuster (1748-1812).
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In addition, Fr. Wagner became famous for being a high-class organist, as well as word-class band conductor's assistant. In his obituary notice he was called an egregius organista, 19 that may be translated as an exquisite, extraordinary organist, and a celebris organista, 20 which means a famous organist. He had held the function of the organ accompanist from 1770. From the monastic chronicle one may be informed that playing the organ was introduced during the solemn celebrations of the officium divinum, at the instigation of Fr. Eustachius. Wagner explained his decision with the fact that with organ accompaniment a small number of monks able to sing in the choir. Consequently, in all probability the aim of the organ accompaniment was to sustain the weakening singing. 21 Up to 1770, the breviary had been sung without any accompaniment of the organ, or alternately, on the basis of the alternatim technique. The construction of the organ by Michael Engler in the monastery church, between 1733-1736, also contributed, among others things, to using the organ accompaniment by Fr. Wagner. Wegner is concerned, it might be assumed that it was written between 1730 and 1782. The first date mentioned above begins the period of the first generation of Krzeszów composers (1730-1760), whom Fr. Eustachius Wagner belonged to, 29 and the other date is the year of the composer's death. However, the manuscript was drawn up after 1751, and this date can be found in the watermarks on the paper, on which the litany is written.
The manuscript consists of eighteen cards in 35 x 22 cm format, and a title card of the same size, all folded together. Twelve cards were folded in the half of the 35 x 44 cm sheets. The other four are separate cards of 35 x 22 cm size.
The uniform paper used for writing the litany indicates its origin. It was probably produced in paper mill in ĝwidnica, which is confirmed by the filigrees. Over one half of the paper the watermark shows an embodiment of an animal, a wild boar or a pig-the symbol in the coat of arms of ĝwidnica (see Figure 2 ). In the other half of the same paper the watermark depicts an embodiment of an eagle and an inscription: Schweidnitz (Pol. ĝwidnica). At the bottom of this filigree, there is the date of 1751, which may indicate the year of the paper manufacture (see Figure 1 ).
The whole text was written with the same hand using a pen with black ink. The manuscript is preserved in good condition. Some of the edges of its pages are slightly bent or torn. The title page, which at the same time is its cover, shows most signs of fatique. It has its edges destroyed virtually at the entire length. The utmost damage is visible in the central part of the cover in its bend.
The following inscription is on the recto of the title page: The inscription located on the title page provides the following information: the Litany of St. Joseph in the main key of D major was written by Fr. Eustachius Wagner, and it was designed for the choir and the music band in Krzeszów. It was composed for a four-voice choir, two violins, two trumpets and the organ. There is the "+" sign written at the top of the recto title page, which probably means the cross, confirming the Christian destiny of the work. In the upper left corner there is a signature V-91 written with a pencil. In the upper central part on the verso of the title page there is a symbol written with a pencil BN. mf: 89 548, which is the signature of the present litany in the form of a microfilm, stored in the National Library in Warsaw.
What is more, the individual pages of the manuscript have a foliation in pencil in the upper left corner on the recto of each card. They contain the score notations for individual voices with tempo, dynamics, articulation and other designations. Tempo markings are given in the form of shortcuts by suspension or contraction. It is possible to distinguish the particular parts of the work, not only by the musical notation, but also thanks to the incipits of the text. In addition to musical notation and performance markings in some parts of the manuscript destined for the choir, there is a text of the litany below the specific staves. Above some notes there are numbers and chromatic markings in the part intended for the organ. They concern the use of the so-called general bass, called basso continuo.
Individual voices begin with the following inscriptions, below which there are scores notation: C. 31 The entire work is composed of five independent parts, distinctly distinguished. 32 The fourth part is the longest one (112 times), while the shortest one is the fifth part (26 times). The pictorial structure of the work under scrutiny is presented in the table below. 31 The duration of the song is given, based on calculations of a computer program to edit the notes Finale 2014.
32 At the beginning of each part above the stave, the pace of a new part and the incipit of the litany text are given. The completion of the individual parts is recognizable thanks to the musical characters in the form of two vertical lines on the staff and graphic ornamentation. 
THE ELEMENTS OF THE MUSICAL WORK
Fr. Eustachius Wagner's Lytaniae ex D de Sancto Josepho is kept mainly in D major. The second and fourth parts are in the dominant key A major.
In the litany the quadripartite meter prevails (C = 4 / 4 ); it appears in the first, second and fifth parts. In the other two parts of the work (the third and fourth ones), the triple metre ¾ is carried out. There are basically two types of tempo in the composition. The first part, the middle one as well as the last part of the work (times 330-333), are maintained at the fast tempo. The second part begins with an instrumental introduction led through dozentimes (times 77-89) at the moderate tempo, marked by the composer as moderato, while the subsequent (from time 90) part of the litany should be performed at the andante tempo.
In the litany Fr. Wagner used a full arrangement of instruments, along with the parties for a four-voice choir of men and boys. The entire second part is an exception in the arrangement, since the solo voice (Canto) performs the aria against the background of basso continuo (designed for the organ) as well as the first and second violin. The instrumental introduction, performed by two violins with the organ accompaniment (times 77-89), opens part four. It is an announcement of an ensemble with the accompaniment of violins and the organ performed by the two soloists (Canto and Tenore). The four soloists (Canto, Alto, Tenor, and Basso) perform predominantly part five (times 306-329). In time 330 the whole choir along with the instruments enter, realizing the final allegro in tutti.
The texture of the whole composition is homophonic with the exception of some places, in which some imitation is applied. In times 178-181 tenor is imitated by alto in the upper major third interval, and then together with the other voices (from time 182), it creates chord poles. In times 223-224 the solo voice-Tenore-repeats after the solo voice-Canto-just a onetime melodic motif in the lower octave interval. Another imitation is carried out in times 250-267 using the same voices. This time, the voices are arranged together as a canon, also in the lower octave interval. A similar imitation-though to a lesser extent and less consistently-the composer applied in times 285-292. All the imitations discussed above are held at the melodic and rhythm level.
The harmonic structure of the litany is based, in a significant extent, on a dominant-tonic relationship. Consequently, perfect cadences as well as perfect authentic cadences are used. The plagal or half cadenced are used in a much rarer manner. What is a distinctive feature, and frequently applied by the composer, is the resolving of the dominant chord for a tonic with a single or double chord delayed. This seemingly harmonic monotony is interrupted by chromatic or diatonic modulations. The whole work is varied by a selection of melodic and rhythmic structures, different for each part of the composition.
Each of the five parts of Fr. Eustachius Wagner's litany, even though they create a unified stylistic whole, can be distinguished due to some characteristic elements. The first part, started with the twice-repeated acclamation "Kyrie eleison," is performed by the whole vocal and instrumental group in tutti. It is a two-time phrase-with a melody rising and falling in the highest voice-first performed in a triumphant, sonorous, forte, and repeated with piano in the same melodic, rhythmic and harmonic structure. This kind of repetition gives an impression of an echo (see Figure 3) . In the subsequent section (up to time 13), a transformation of the phrase presented above in choral voices occurs by fragmentation of values, only on the rhythmic plane. Twice-repeated "Kyrie eleison" is separated, in a brace way, by exclamations on the word "eleison." Just like at the beginning of the composition, repeated motif material is varied by the dynamics fortepiano. After a short one-time modulation performed by the violin, to the key dominant (A major) the two first phrases of the composition return like an echo, literally repeated, but in a new key.
The motif segment assigned to the "Christe eleison" text is the contrasting fragment in this section, with a modulating character. The melody in the parallel key (A minor) located in the highest voice (Canto) falls in a chromatic way to the chord in E major, which has been achieved with a perfect cadence: H 7 E, that means (D 7 ) D. The whole part is repeated without any changes.
The background, together with the harmony and sound volume filling, are the parts of the violin. They demonstrate some higher liveliness, due to the smaller values and the figurative melody. On the other hand, the trumpets parts (Clarini) are very simple in their structure; they mainly strengthen forte in tutti. The part designed to the organ plays the role of both a harmonic complement and accompaniment. In the subsequent fragments of the first part, the motifs and phrases described above are transformed in different ways.
Generally, the first part of the composition, although expected to be performed at a fast pace, gives an impression of being static, yet serious and momentous, and at the same time joyful. This type of impression is reached by the composer, thanks to the melody of a cantilena character, realized mostly in the second measure. An overwhelming number of crotchets and quavers, as well as a smaller number of notes of longer value, introduce stability.
The second part of the work is a kind of a contrast to the previous one. It is performed at the moderate pace (moderato and andante). The arrangement of voices is incomplete: Canto solo, Violino Primo and Secundo, and Organo. A greater liveliness of both the melody of the violin and solo voice Canto is the characteristic feature of this part of the composition. Jumps (from fourths to sevenths) are more frequent, too. A greater variety, in terms of rhythm, can be noticed here as well. Indeed, some fragmentation of values has occurred, since quavers, semiquavers and demisemiquavers prevail. A frequent dotted rhythm imparts the character of marching to some fragments of this part. The homophonic texture is maintained both in this section as well as in others.
The two-time initial phrase (times 78-79), performed by two violins in unison, is the essence of this part. Its first theme is created by the chord figuration, falling in the dotted rhythm with the semiquaver pause in the middle. In the second contrasting theme, the melody, carried out in a diatonic way, rises in the divided values, of which the two groups of semiquaver triplets predominate in order to fall down, through the second move, to the sound C sharp. From time 91, with its upbeat, the solo voice takes over the themes of the already mentioned phrase. They are transformed in different ways in the succeeding sections of this part.
The third part of the litany returns again to a solemn and dignified homophony. However, here the call "Sancte Joseph," performed in tutti and forte, opens up a number of calls related to the relationship of Saint Joseph and Jesus Christ. The seriousness of the function that Saint Joseph used to have towards Christ, formulated by the calls, is expressed through specific composition measures. These are, e.g., a simple and austere harmony, mainly based on perfect cadences, and the cantilena melody of particular voices (a second move, a deal of repetitions of the same sound), crotchets' marches, and instrumental inserts designed for trumpets. The violin serves as a bonding for the variety of motifs of this part. They fill melodically the tonal space, that is composed of chord poles of the four-voice choir, with the fragmented values, such as semiquaver triplets, interlaced with the dotted rhythm. Thus, they unveil liveliness relatively high. In the passages, in which the voices sing a melody that has the characteristics of being figural, and whose values are fragmented with a dotted rhythm, the violin takes the static role, playing octaves. This part ends with a powerful double struck of the tonic chord in the key of D major with a dense texture (the violins play the triads). The uniqueness of the completion is also emphasised by the part played by trumpets, which perform in parallel thirds, and finalize that part of the composition in a duet.
The ensemble is another, largest in size, part of the litany (112 times), that is kept in the key of A major. Against the background of the organ and two violins accompaniment, a performance of two solo voices Canto and Tenore is given. The instrumental introduction develops up to time 218, inclusive. In terms of melody and rhythm, it announces what the soloists are about to sing, beginning from time 219. In the instrumental introduction there are, already presented, two initial four-time phrases (times 193-200) , important for the whole part four. The first phrase consists of three themes (see Figure 4) . The first one starts from the prime of the tonic chord, and seeks to the climax on sound e 2 , where the melody falls and finds a resolution to the emotional charge on the fifth dominant component, achieved by its delay. The second and third themes are repetitions of the falling part of the first theme, realised by the rising progression. These two themes find a resolution sequentially in the third and fifth tonic component. The next four-time phrase carries out the following contrasting idea. Its first motifs is the rising harmonic melody based on the elements of the tonic chord. It reaches the culmination point on the Fଈ 2 tone, from which the melodic material of the next two motifs falls down along the scale steps. The last two times are nothing more than a perfect authentic cadence: S D T. The motif material, presented above, will be applied more or less literally in the fourth part.
The last fifth part of the Litany of St. Joseph, although being the shortest one (26 times), is the most distinctive feature of the whole composition. The harmonic structure of this part is enriched. In addition to the triad chords, the secondary chords appear along with delays of one or two chord components. A harmonic enrichment of the composition takes place especially in the first few times of that part of the work (times 306-318). The composer applied at this point an interesting three-time phrase, twice-repeated with a little change in the structure of the rhythm (see Figure 5 ). This phrase consists of four melodic and rhythmic motifs, the first two of which are located in the two times, and the other two are narrowed into one time. The first theme begins with an anacrusis (a quaver rest) and a jump up over a perfect fourth. Then the semiquaver melody goes by the seconds down, repeating the dominant chord elements. The quavers march, which is performed by a tenor solo and the second violin, constitutes a rhythm for this melody, performed by an alto solo, doubled by the first violin. The second theme is a repetition of the first one. The third theme of the examined phrase, in terms of harmony, is T D T. The tonic sounds carried out by the quavers, like a buckle, surround the dominant, that stands out by the rising melody, dotted movement and a considerable fragmentation of values. Such a composition technique increases the liveliness, and it triggers the tension that needs to be resolved. These motifs already described are repeated, in different manners, in some fragments of the final part. Thanks to that, they perform a bonding role.
From time 318, the character of the fifth part slightly changes. Rhythmicity is limited to quavers, the melody develops virtually in a second move, and jumps are rare. In terms of harmony, numerous diatonic modulations appear. The arrangement in the composition improves by adding two other voices of the choir as well as the entrance of the trumpets' parties (in time 328). This type of composition technique is designed to emphasize the text "miserere nobis," that crowns the litany. All these make a striking impression of the emotional content, that finds a resolution in the last times of the composition (times 329-333). The composer recommended this very last section of the litany being performed in the fast pace (allegro). To buckle the whole composition, the composer referred, in the final part, to the melodic and rhythmic theme of the first two times of the composition.
In his composition, Lytaniae ex D de Sancto Josepho, Fr. Eustachius Wagner entrusted different arrangements to the particular parts and sections, i.e., tutti, arias, and ensemble. He stressed, in this way, the diverse nature of these parts. In the litany there is a noticeable trend of repetition, and transformation of the acclamation motifs, e.g.: "Kyrie eleison," "ora pro nobis," and "miserere nobis," that was in practise at that time.
Besides, Fr. Wagner's litany was influenced by the contemporary era. The division into parts and diversity, in terms of arrangement, tempo, melody and rhythm, refer to the genre of the cantata. In turn, the virtuoso, like arias, resembles the Neapolitan style. The momentous and solemn tutti, used in, e.g., "Kyrie eleison," indicates the gallant style. Fr. Wagner's litany, similarly to his other compositions, represents the eighteenth-century ecclesiastical functional music current.
THE RELATION OF THE MUSICAL AND VERBAL ASPECT
Wanting to emphasize the importance of the litany text, Fr. Eustachius Wagner employed some composition technique. First of all, he divided the text into five different in content parts. The first and the last parts are common to all the litanies. These are the calls: "Kyrie eleison" and "Christe eleison," as well as the doxology for the first part, and for the last one-the acclamations "Agnus Dei." The part consisting of the calls to St. Joseph was divided into three parts. The first section is a theological and biblical summary of St. Joseph's role in the life of the Holy Family. It is a kind of reflection of the "Created Trinity" theology, taught by Abbot Bernard Rosa. In the next part-which is the centre of the litany-St. Joseph is shown as the guardian of the Redeemer. The life virtues of St Joseph's sanctity constitute the third part of the calls.
The predominant presence of the key D major indicates that the composer wanted to render the atmosphere of joy and loud acclamations, addressed to God through the intercession of St. Joseph. The allegro's tempo and the dynamic contrasts do emphasise the feeling of cheers. Furthermore, the acclamations of "Kyrie eleison," that begin the litany, were stressed by the composer by both the dominant and tonic solutions and the chord poles. This is a kind of an apostrophe addressed to Christ the Lord. The Greek word "eleison," i.e., "have mercy on us," repeated several times by the choir, is usually expressed using the rising or falling second marches (mostly semitone). Through such a technique, called pathopoia, a humble request for God's mercy is uttered, triggering a thrill. In particular, the words "Sancta Trinitas Unus Deus" (times 45-47) are underlined.
The composer, using the figure of anabasis, expressing sublimity, magnificence and exaltation, stressed the greatness of God in the Holy Trinity. In turn, through the figure of kathabasis, expressing humbleness, he showed humility and fragility of a human being, when compared with the majesty of God. These words are sung once by two high-pitched voices, whereas the two low-pitched ones sing at that time "miserere nobis," repeated many times. It confirms a humble request of a man directed towards God (see Figure 6 ). In the following sections of this part of the litany, the choir sings repeatedly the frequent "miserere." Throughout the whole first part, it is the most common word. It appears as many as 68 times in all the voices.
In the second part of Fr. Wagner's litany, two-time melodic and verbal phrases with the text "ora pro nobis" come back (see Figure 7) . You may find them in times 101-102, 103-104, 109-110, and 121-122 . The jumps upwards over the fifth and sixth little (exclamatio), preceded with a falling jump downwards over a third, express a pleading request for the intercession of St. Joseph. This very motif concludes with a rising and falling melody that calms down and soothes the previously reached emotional impression.
In the third part, the role of St. Joseph as a guardian of the Redeemer is shown. In times 144-147, on the words "Verbum Dei Contemplator," the suspiration is used. By splitting with a pause the word "Contemplator," a sigh is reached. In this way the composer wanted to show St. Joseph as the one who ponders over the mystery of the Incarnation of the Word of God. However, the drama of the escape of Christ is expressed in the following section (times 160-163), when on the words "fugientis Christi Ductor" smaller values and jumps with dotted rhythm are employed, and the melody of a wavy motion with a falling direction are introduced. It is comparable, to some degree, with a figure of speech, named a fugue. Against the background of all this part, that is constructed on the basis of the chord poles, the wavy melody, and the second move with different rhythmic values, the sections described above are of particular relevance.
Furthermore, in the fourth part, the virtues of St. Joseph are presented. This very part of the composition was structured to achieve the feeling of peace and rest. Therefore, the composer applied a slow pace, ¾ triple metre, and reduced arrangement. Owing to the dotted rhythm, that appears here and there, an impression of rocking is obtained. At the last syllables of the particular calls of the litany, the melodies of a female and languid character, so-called maniera restringente, were primarily employed.
However, the composer distinguished the call "in tentationibus fortissimo" (Valiant in temptation). Through a complex melodic figure and jumps over a third, sixth and seventh (times 227-230), he applied the so-called maniera distendente. Based on the examples mentioned above, the mutatio per melopoeiam figure was applied in this part, which implies a contrast use of intervals of different size. 33 In the final, the fifth part, the words "Agnus Dei, qui tollis peccata mundi" were illustrated by numerous musical means (times 306-311; see Figure 5 ). The expression "Agnus Dei"-referring to Jesus Christ as the Paschal Lamb-was highlighted with a jump upwards over a fourth, that starts the melody line. It emphasizes harmonically the resolution of a dominant for a tonic. As follows, the composer used the figure of anabasis to put emphasis on the exaltation of Christ the Lamb. In turn, the word "Dei" was underlined through the melody falling in a second move manner, which leads on to the words "qui tollis peccata mundi." The figure kathabasis employed here expresses, therefore, the humility of God, who, bending over a sinful man, forgives him.
The same musical and verbal phrase was repeated a fifth higher from time 312, but in the key of a dominant. Thus, the composer emphasised the importance and meaning of the words. The words "Miserere nobis" (times 318-329), occurring in the further section of this part, were expressed by numerous modulations and melodies falling in a minor interval movement manner. The kathabasis, present in this passage, expresses a humble and full of humility request for God's mercy. This kind of a composition technique may evoke in a listener some musical thrills. Thus, the so-called pathopoia is used in here. 34 From time 330, the same words "Miserere nobis" were expressed by a loud and fast acclamation, referring to the theme of the beginning of the composition (see Figure 3 ).
CONCLUSION
Father Eustachius Wagner's musical works, like all his activities in the field of a church music, appear in a close connection with the Krzeszów musical culture. In addition, it also reflects the composition of styles prevailing in Europe at that time. The vast majority of his works was dedicated to Our Lady, Mother of God. These include, among others, the compositions of polyphonic Marian antiphons, such as Salve Regina, Redmptoris Alma Mater, and Regina Coeli. Not surprisingly, the Krzeszów abbey, along with the monastery church, is a special place of the worship of the Blessed Virgin Mary.
Fr. Wagner dedicated one his work, a litany, to St. Joseph. The composer drew the inspiration from the cult of St Joseph, living in Krzeszów. This litany was also created in order to be used during services in honour of St. Joseph, which suggests that the composition is a functional work. In terms of musical aspects, the Lytaniae ex D de Santco Jospeho refers to the style 34 ZAWISTOWSKI, "RozwaĪania," 14-21.
